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HULME, WILHELM WORRINGER 
AND THE URGE ABSTRACTION 


Alun Jones 


expended, with considerable effect, good deal his rather 
severe talents pursuing his interests poetry and philosophy, 
Hulme emerged 1913 art critic defence his friend Jacob 
Epstein. His interest art, course, pre-dates 1913, but 1913 
and 1914 devoted himself exclusively promoting the cause 
the contemporary abstract artists who grouped themselves various 
defensive alliances against the Royal Academicians and the new 
academicians the New English Art Club. Hulme’s introduction 
the formal philosophy art was brought about soon after had seen 
the Ravenna mosaics 1911 when, reading article Paul Ernst, 
came across references the work Alois Riegl and Wilhelm 
Worringer. followed these references reading widely 
their works and those their contemporaries and 1912, while 
attending the Berlin Congress Aesthetics, heard Worringer 
lecture and took the opportunity talking with him. Although 
readily admits that his own essay ‘Modern Art’ ‘practically 
abstract Worringer’s views’, also insists that had, quite 
independently, already arrived conclusions similar those formulated 
Worringer’s book, Abstraktion und (1908). 

Apart from his essay ‘Modern Art’ which summarises 
Worringer’s book and associates his findings with his own convictions 
about the break-up Renaissance attitudes and the re-emergence 
quite new and contrary sensibility, most Hulme’s writings about 
art arise out discussion particular works and particular artists. 
time when abstract art was anathema academicians, established 
art critics and public alike, Hulme put his considerable intelligence 
the service the new art and some ways acted kind 
decoy draw the attacks outraged public away from the artists 
and onto himself. Not that himself was either passive blameless 
his defence the new art. For instance, his first piece 
Epstein and the not only presents most perceptive 
appreciation his friend’s art but also threatens Epstein’s critics with 
little personal violence’. Threats violence came easily someone 
belligerent and big Hulme. reply Hulme, one correspondent 
offered stage fight between him and pugilist the same weight; 
another repeated the old charge against Epstein that his work was 


pornographic and another took the theme violence verse: 
into the garden, Hulme 
Jack Johnson waiting for you; 
Come into the garden, Hulme 
He’ll arrange you black and blue, 
And your bones and your brains shall scattered abroad, 
And your back shall broken 
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the artists themselves only Wyndham Lewis and Walter Sickert 
joined the argument. Wyndham Lewis’s contribution support 
Hulme was even more uncompromising than Hulme’s original 
position while Walter Sickert, trying cool the heat that the quarrel 
had engendered, showed that thought the question was academic 
rather than artistic: 


“What it, Hulme and Bergson, and all incomprehensible bedevilments and 
obfuscations and convolutions and Rogerisms apart, that happens the few minutes 
when the painter and his muse have time’’ Mr. Epstein’s pigeons? 
will tell you what drawing is, without what the French call ambages, without 
Hulmisms Rogerisms, ambages ambo. All lines nature, you come reflect 
it, are located somewhere radiants within the 360 degrees four right 
angles. All straight lines absolutely, and all curves can considered tangents 
such lines. other words, there line nature that does not the 
direction one the little ticks that mark the minutes the face watch. 
Given the limits exactness needed for aesthetic purposes, you could put 
paper sight the place, that say the minutes, every line you see, you 
could 


Clearly, Sickert’s argument sound, practical common-sense and 
questions that had been raised the original abstract versus naturalistic 
controversy Moreover, linking Hulme with Roger Fry had 
further confused the outlines the quarrel far these two critics 
were themselves quarrelling about the aesthetics abstract art. 
Hulme’s article Epstein demonstrates small way how 
entrenched were the forces traditional conservatism art, forces 
powerful as, and very similar to, those opposed much earlier 
Whistler and Wilde. This kind 
incidentally, pursued Epstein all his life—is widely recognized. Hulme 
himself quite another connection said that ‘if good classical verse 
were written tomorrow very few people would able stand 
it’. However, first foray into art criticism drew him inevitably 
into the centre those rather bitter battles that raged around abstract 
art. Moreover, thrived controversy and polemic and the strength 
the opposition that faced compelled him define his own 
position aesthetics more clearly. Certainly his writings art are 
altogether more direct, more immediate and precise their definitions 
than either his work poetry metaphysics. his art criticism 
makes constant reference back particular paintings and artists; 
shows remarkable grasp technicalities, most sensitive response 
individual works art and intelligent appreciation the more 
general aesthetic problems. Nevertheless, although appears use 
the work continental aesthetic philosophers, particularly that 
Worringer, framework within which conduct his defence and 
advocacy abstract art, fact, his experience specific works 
art leads him away from his avowed source Worringer such 
extent that spite what says his essay ‘Modern Art’, his 
final position aesthetics can only defined opposition that 
Worringer. 
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Throughout his life Hulme was preoccupied with the problems 
expression, with the tension that exists art between the imaginative 
vision the artist and the inadequacy his medium express that 
vision. notices: 


‘The artist front picture endeavouring explain it, inexpressive motions 
his hands waves his hands, makes strange gestures with his thumbs, 
peculiar twists with his wrists trying describe the qualities the 
picture the only way they can described. But figure for laughter 
because employing miserably inadequate tool. impossible suppose 
that those ancient prehensible implements, our hands, could ever turned 
this new use—a description subtleties and intricacies 


The problem communicating visual experience terms 
essentially non-visual language solves poetry—if such problem 
can said solved—by insisting that the basis poetry must 
the concrete, visual image metaphor. His solution art suggest 
the manufacture small machine that would perform with efficiency 
the function now performed inadequately the artist’s gestures. 


you feel before picture long, slow, seems important. The rattle sounds 
which expresses quick, short and unimpressive. The body tool expression 
obviously failure, too light weight. Your sentence over, you feel you have 
finished too soon; you feel uncomfortable and want prolong the gesture. Hence 
born the whole system cliché system enabling you out’’ the feeling 
hence also might say the whole mechanism literary expression. all 
exists cover the body’s inefficiency. only our arms were heavy that 
appreciative sweep lasted ten minutes should saved from literature. Opera, 
course, can raising the sentence into aria. The American has his 
drawl, and consequently has literature—not needing any. But haven’t these 
expedients; nor outsider this business have the necessary cliché 
command. can only then write article one man’s pictures using the only 
form incense natural me; can get argument about them—’? 


Because what feels the inefficiency language and the 
inadequacy gesturing Hulme shifts the centre his discussion from 
the painting itself the aesthetic problems that the painting arouses. 
Literary critics tend something similar and when faced with 
work literature they turn into problem metaphysics and 
discuss that instead. Hulme raises the problem honestly 
argument which proceeds up’ concerns aesthetic emotion: 


“When man simply says: not feel interested abstract form, another 
might atmosphere and landscape’’, objection can made his statement. 
But there erroneous way transforming the statement into theory, which 
makes impossible for the layman the motives abstract art. 
For this reason want contradict it. The theory that contemplate form 
for its own sake—that produces particular emotion different from the ordinary 
everyday emotions—a specific aesthetic emotion. this were true account the 
matter, would incomprehensible the layman. with some dramatic 
human interest like but this damned stylistic bunkum And would 
right. form has dramatic human interest, then obviously stupid for 
human interested it. But the theory erroneous. There such thing 
specifically aesthetic emotion, peculiar kind emotion produced form 


Hulme attempts means kind formula illustrate that the 
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THE URGE ABSTRACTION 


emotions produced abstract art are both dramatic and humanly 
interesting 
“What happens, then, not 


where the spectator, the outside form, and the specific form emotion, 
but much more this— 


where (de) stands for quite ordinary dramatic human emotions, which occur daily 
life, and not only the contemplation works art. not say that looking 
pure form are conscious this emotion they produce. are not fully 
conscious it, but project outside ourselves into the outside form and may 
only conscious (if) form’’. But the (if) only exists because 
the 

The reason, Hulme suggests, that artist such David Bomberg 
abstracts these forms from the objects the natural world which 
they occur rather than representing them their natural setting, 
that firstly only interested the abstract element the natural 
scene which wishes present its vigorous, naked form, and 
secondly that wishes isolate those abstract forms which interest 
him without introducing other, irrelevant forms which naturally occur 
the external world alongside those elements. Hulme asserts 

forms are either interesting themselves, not. They derive justification 
from their natural occurrence. The only importance nature this connection 
that does suggest forms, which the artist can develop; the mind here, 
elsewhere, having very little natural 
Hulme argues that there much contact with the natural world 
abstract painting representational one but that nevertheless, 
far the artist creative, not committed the reproduction 
the actual relation objects found the natural world, but ‘extracts, 
distorts, and utilises them means expression, and not means 
interpreting nature’. 

spite Hulme’s advocacy Riegl and Worringer, his insistence 
that the whole plastic art rests the ‘possibility living our own 
emotions into outside shapes and colours’ drawn directly from Lipps 
and the 

‘There nothing mysterious,’ says Hulme, ‘in this process which 
form becomes the porter carrier internal and, indeed, 
there not, accept Lipps’s theories. The difficulty arises when 
try reconcile Worringer’s theories the ‘urge abstraction’ 
with Lipps’s theory the ‘need for empathy’. Worringer himself 

uite precise the subject these differing artistic volitions: 
need for empathy can looked upon pre-supposition artistic volition 
only where this artistic volition inclines towards the truths organic life, that 
towards naturalism the high sense. The sensation happiness that released 
the reproduction organically beautiful vitality, what modern man 
designates beauty, gratification that inner need for self-activation which 
Lipps sees the pre-supposition the process empathy The value line, 
form consists for the value the life that holds for us. holds its 
beauty only through our own vital feeling, which, some mysterious manner, 
project into it. Recollection the lifeless form pyramid the 
suppression life that manifested, for instance, Byzantine mosaics tells 
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once that here the need for empathy, which for obvious reasons always tends 

towards the organic, cannot possibly have determined artistic volition. Indeed, the 

forces itself upon that here have impulse, which seeks suppress 

precisely that which the need for empathy finds its 

Hulme’s views when read side side with those Worringer seem 

not only direct conflict with those Worringer but many 
read like refutation those views. attempts 
demonstrate that the theory empathy formulated Lipps 
inapplicable large tracts art and ‘will only assume the shape 
comprehensive aesthetic system when has united with the lines that 
lead from the opposite pole’, i.e. the urge abstraction. Geometric 
art, then, satisfies the need for happiness through tranquility; natural 
objects seen only geometric shapes are not only isolated from their 
external associations but are, severe stylization endowed with new 
permanence; thus, abstract art and inorganic form satisfy need for 
permanence and fixity. Such form resists the empathetic process and 
the spectator contemplate the work art thing itself, 
absolute form. Geometric abstraction. says Worringer, 
‘is the consummate expression, and the only expression which man can conceive, 
emancipation from all the contingency and temporality the world picture 
feels the urge also wrest the single thing the outer world, which 
captures his interest outstanding measure, from its unclear and bewildering 
connection with the outer world purify whatever has life and 
temporality, make far possible independent both the ambient external 
world and the subject—the desires enjoy not the cognate 
—organic, but the necessity and regularity which, with his attachment life, 
can rest the abstraction for which has yearned and which alone 
accessible 


Worringer clearly does not agree with Hulme’s analysis abstract art. 
seems clear that while Hulme his essay ‘Modern Art’ uses 
Worringer’s thesis rigid framework reference for his own ideas, 
his observations arising from particular works art, his adherence 
specifically Bergsonian metaphysic was continually eating away 
the basis his allegiance Worringer. 

The ‘contingency and temporality the world picture’ which 
Worringer speaks becomes associated with Bergson’s idea reality 
being state Heraclitean flux the pressure abstract the permanent 
form things associated with the powers intuition, 
particularly artistic intuition, see beneath the appearances the 
external world and seize upon reality itself. translate Worringer’s 


into Bergsonian terms—as Hulme clearly did—representational 
concerns itself with mechanical complexities and abstract art with 
intensive manifolds. The difference between the two kinds art 
much difference artistic volition but only difference the 
actual quality individual 

‘In Bergson actual contact with reality man who emancipated from the 
ways perception engendered action The process artistic creation 
would better described process discovery and disentanglement. use 
the metaphor which one now familiar with—the stream the inner life, 
and the definite crystallised shapes the surface—the big artist, the creative 
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artist, the innovator, leaves the level where things are crystallised out into these 
definite shapes, and, diving down into the inner flux, comes back with new shape 
which endeavours fix Great painters are men whom has originated 
certain vision things which has become will become the vision everybody 
the creative activity came the effort which was necessary disentangle 
this particular type vision from the general haze—the effort, that is, which 
necessary break moulds and make new ones. For instance, the effect produced 

Constable the English and French Schools landscape painting 
his discussions modern abstract art Hulme follows Bergson more 
closely than Worringer. argues that abstract art the product 
fresh vision reality age dominated the geometrical designs 
machinery. That is, argues that abstract art effect new 
extension traditional, representational art and faithfully portrays the 
external world vital and dramatic human interest except that the art 


different movements than those that interested age more 
domesticated and more rural kind. The process appreciation remained 
the same; process process whereby the painting 
made the focus the spectator’s projected—though often unconscious— 
vitalisation. Such theory clearly denies specifically aesthetic emotion 
for ‘aesthetic enjoyment objectified self-enjoyment’. 


Worringer’s book, Abstraktion und Hulme 
summarises ‘Modern makes clear that believes 
the need for empathy and the urge abstraction separate and 
distinct kinds artistic volition, satisfying quite different objectives 
and governed mutually exclusive needs. ‘Modern Art’ Hulme 
aligns abstract art with belief Original Sin, with the religious 
attitude mind and with classicism while associates representational 
art with ‘spilt religion’, with humanism and with romanticism. his 
well-known essay poetic theory, ‘Romanticism and Classicism’, 
sets out establish the criterion new kind classicism; engages 
romanticism and Coleridge’s theory the imagination head-on 
assault but ends—under the influence Bergson—by re-affirming 
essentially romantic theory his theory aesthetics 
challenges the traditional view ofart asserts his belief the 
new abstract art different kind and intention from traditional 
representational art but ends—under the influence Bergson—by 
that the new abstract art differs from the traditional 
representational art only far emphasises different features 
the natural scene. Moreover, though appears argue from Riegl 
and Worringer against Volkelt and Lipps, his final position incorporates 
the theories and relies heavily the work Lipps. 

spite the confusions inherent such aesthetic Hulme 
outlined his work has great value far raised the basis the 
new art all the fundamental problems that face those interested 
aesthetics and raised them such way give them new and 
pertinent relevance the contemporary discussions art. The fact 
that his handling these basic aesthetic questions often appears clumsy 


age machines emphasised different forms and interested itself 
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and confused not really important the fact that raised them 

all. Also, raised them with the first-hand knowledge the work 

the continental aesthetic philosophers mind and such way 

force people into awareness the work these philosophers. 

Also, practical level, did great service the artists themselves 

fighting holding battle against the forces entrenched opinion 

and thus giving them time develop their ideas without undue inter- 

ference. Certainly the artists themselves were grateful for his efforts 

their behalf. Wyndham Lewis predicted that had Hulme lived 

through the war would have played Turner Hulme’s Ruskin. 

David Bomberg’s opinion was that had been only journalistic 
Moore, Roger Fry and Clive Bell, these, though the 
most eminent, had not the remotest idea what were doing. Hulme 
had and wrote about it.’ 
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PHILOSOPHY 
Ruth Saw and Harold Osborne 


word ‘aesthetics’ (from the Greek aisthanesthai, perceive) was 
introduced into philosophical terminology about the middle the 
eighteenth century Alexander Gottlieb Baumgarten 
pupil the Leibnitzian codifier Christian Wolff (1679-1754), and 
because the odd use which put the word that the branch 
philosophy which concerned with investigation into the nature 
and principles beauty now bears this incongruous name. 
dissertation Meditationes philosophicae nonnullis 
(1735) which wrote the age twenty-one Baumgarten first put 
forward the idea that the current system philosophical discipline 
was incomplete and needed rounded off the addition 
science the ‘inferior cognition’ which mediated the senses 
the analogy Logic which, the science the ‘clear and distinct 
cognition’ mediated intellect, stood general introduction 
the beginning the four departments Ontology, Cosmology, Ethics 
and Psychology into which the Wolffian metaphysics was divided. 
worked out this youthful notion with typical Germanic thoroughness 
and the new science was brought laboriously birth fifteen years 
later the voluminously gestated Aesthetica But was 
Baumgarten’s penchant for poetry and the arts rather than his talent 
training philosophy which led him, having conceived the need 
for epistemology psychology perception, write book 
about the theory art and beauty. Etymologically ought have 
given the name ‘aesthetics’ the study perception. Instead gave 
the theory beauty, even defining aesthetics his opening 
paragraph ‘the theory the liberal arts the science sensory 
cognition’ (theoria liberalium artium, gnoseologia inferior, ars pulcre cogitandi, 
ars analogi rationis, est scientia cognitionis sensitivae.) Baumgarten was 
able take this line because believed that the ‘perfection’ 
sensory awareness found the perception beauty. 
(Aesthetica 14: Aesthetices finis est perfectio cognitionis sensitivae, qua 
Haec autem est pulcritudo.) 

Despite rough passage Baumgarten’s neologism established itself. 
Kant criticised Baumgarten for restricting the word the field 
taste and proposed apply its true etymological meaning 
sense perception generally. But the Critique Judgement Kant 
reverted Baumgarten’s usage. There was stiffer resistance England. 

1842 Gwilt’s Encyclopaedia Architecture—that rich depository 
forgotten Victorianisms—referred the word ‘silly pedantic 
term’ and one ‘the useless additions nomenclature the arts’ 
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which has been introduced the Germans. But 1859 Sir William 
Hamilton could say: ‘It nearly century since Baumgarten applied 
the term Aesthetic the doctrine which vaguely and periphrastically 
denominate the Philosophy Taste, the theory the Five Arts, the 
Science the Beautiful, etc.—and this term now general 
acceptation, not only Germany, but throughout the other countries 
Hamilton himself made bones about admitting his 
own preference for the word ‘apolaustic’ (from the Greek apolauein, 
enjoy); for the time wrote emphasis had switched from the 
cognitive aspect appreciation the emotional and was already 
assumed sufficient and the only criterion beauty if, the 
words the experimental psychologist Gustav Theodor Fechner, 
thing had ‘the property arousing pleasure directly and 

During the second half the century the word came associated 
with the extravagant affectations and artistic dandyism which were 
cultivated under the influence the French ‘art for art’s sake’ doctrines. 
Gilbert’s famous parody the posturing ‘long-haired 
aesthetics’ and the exaggerated medievalism and hyper-sensitivity 
the Pre-Raphaelite brotherhood least had the effect bringing our 
word current coin every man’s lips that the end the 
century had ceased merely technical term philosophy and 
had been finally adopted into the general language. has become 
common counter, one those vague but useful semantic signs whose 
meaning everyone seems know though one able define. 
Even more less specialised writing the word now used 
its meaning were more precise than that the older terms criticism 
and appreciation. Thus John Dewey writes: ‘To truly artistic, 
work must also recent glossary terms fine art 
said ‘that art which principally concerned with the production 
works aesthetic significance distinct from useful applied 
art which utilitarian Even the word ‘beautiful’ has 
become subordinate ‘aesthetic’ such statements as: ‘the 
beautiful merely one many aesthetic 

But although the word has come into acceptance, both the subject 
matter aesthetics and the sort investigation which proper 
remain controversial. therefore our principal endeavour this 
article set out the main views which are held about the sort 
study which aesthetics undertakes and the kind conclusions which 
are expected it. 

The New English Dictionary defines aesthetics as: ‘the philosophy 
theory taste the perception the beautiful nature and art.’ 
this sense aesthetics goes back only the English writers the 
eighteenth century, the ‘inner sense’ school dilettante philosophers 
inaugurated the third Earl Shaftesbury, their successors the 
Scottish ‘common sense’ school, and the systematisation their 
theories effected Immanuel Kant. Certainly Plato and Aristotle 
discussed the nature beauty and art, and the place artists the 
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community, but aesthetic theory not explicitly set out their work. 
They assumed having need argument that art judged 
its usefulness the community. Collingwood alleges The Principles 
Art (1938) that back the Greek, find ‘that there 
connection all between beauty and art’. Lionello Venturi says 
somewhat more conservatively, and perhaps more accurately, his 
History Art Criticism (1936): ‘Regarding aesthetic thought, 
necessary remember that Plato and Aristotle vacillated between 
the theory beauty and the theory art, without letting the two 
theories coincide.’ conceive aesthetics philosophy 
beauty, cannot properly speak medieval aesthetics. the 
medieval mind the visible world was symbol the divine and all 
created things were ‘theophanies’ manifestations the being 
But their very conception symbolism was different from ours. 
the symbol physical reality which endowed with meaning 
significance beyond itself. But the medieval mind the physical 
world had meaning importance except symbol. suppress 
the symbolic instinct the interest scientific understanding the 
world; the medieval mind conceived the symbolic apprehension the 
created world the only reliable guide such understanding. The 
work art, like all created things, was image symbol. achieved 
its purpose revelation the divine Nature not 
representation the perceptible world but evidencing its own 
construction that concinnity mathematical consonance dissimilar 
parts which the beauty the whole universe was thought reside. 
Beauty was not conceived value independent other values but 
rather the radiance truth (splendor veritatis) shining through the 
symbol, which was the same time the splendour ontological 
perfection, that quality things which reflects their origin God 
and enables through them attain direct cognitive insight into 
the perfection the divine Nature. medieval thought aesthetics 


Deliberate interest human taste and the factual aspects the 
appreciation beauty distinct mode awareness and subject 
for philosophical theory first emerged the eighteenth century 
the context the general revolution cultural outlook which resulted 
from the empirical epistemology John Locke. this sense 
that Ernest Lee Tuveson, referring his essays “The Pleasures 
the Imagination’, contributed The Spectator 1712, declared that 
Addison ‘wrote perhaps the first real treatise aesthetics’. This 
not course say that the awareness beauty had not been there 
before. But was this time that became object scientific 
interest and too fanciful say that was this time 
that the sense beauty became self-conscious. Men not only appreciated 
beauty but now began examine and speculate about their appreciative 
commerce with the beautiful. And out this new interest was born 


aesthetics that branch philosophy which described for example 
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Professor Bullough his lectures The Modern Conception Aesthetics, 
delivered the University Cambridge 1907, the systematic 
study the aesthetic consciousness manifested both the creation 
and the enjoyment works art, the world Art relation 
the productive and receptive consciousness and, finally, aesthetic 
culture the aesthetic consciousness applied life general. (It will 
observed that the word ‘aesthetic’ already firmly grounded 
the language that Professor Bullough defines aesthetics branch 
philosophy science terms it.) More recently, however, there 
have arisen important schools thought which have doubted whether 
there separate and distinct mode awareness which can 
particularised aesthetic any group qualities common and 
exclusive works art such and the possibility therefore emerges 
that aesthetics Professor Bullough conceived may illusory. 

Traditionally, there broad distinction between the normative 
disciplines the one hand, Ethics, Logic, Aesthetics and marginally, 
Epistemology, and Metaphysics the other hand, dealing with the 
nature the universe. The former were held the past 
concerned with Truth, Beauty and Goodness, though nowadays the 
distinction would expressed terms the concepts occurring 
discourse about morals, reasoning very broad sense, and about 
art and the beauties nature. The transformation the description 
Aesthetics ‘an enquiry into the nature beauty’ into ‘the analysis 
concepts occurring aesthetic discourse’ does not raise problem 
aesthetics itself. marks change general philosophical climate 
and need not concern us; shall enquiring into the conditions 
under which ascribe refuse ascribe beauty object, the 
conditions under which describe refuse describe experience 
aesthetic, whether conceive ourselves investigating the 
nature beauty and aesthetic experience, describe our 
enterprise some other way. Whether there are such ‘things’ 
‘beauty’, ‘goodness’, ‘truth’ belongs another enquiry. There one 
qualification made however; might making factual 
statement when say that there such thing beauty the 
aesthetic experience, namely that can discover quality belonging 
all the things that are beautiful and other things, quality 
belonging aesthetic experiences and others. 

was Kant’s Critique Judgement which first distinguished aesthetic 
qualities from the categories the useful, the pleasant and the good. 
But the full practical implications these distinctions were hardly 
realised outside narrow circle professional philosophers until they 
were obtruded violently upon the general notice the ‘aesthetic 
movement’ associated with the names Gautier and Baudelaire 
France, Whistler and Beardsley this often happens 
when enthusiasm takes charge, the new dogmas were carried 
extremes. From the plausible position that the aesthetic quality 
work art not dependent its practical usefulness even its 
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congruence with conventional morality, some the leaders the 
new movement—either from conviction pour épater les bourgeois— 
committed themselves the paradox that work art must not 
serve any purpose. ‘Il n’y vraiment beau,’ said Gautier the 
famous Preface Mademoiselle Maupin, ‘que qui peut servir 
rien.’ Always works art have been created for this that the other 
practical object. And their judgment works art has always been 
confused with their effectiveness for the purpose for which they were 
designed. The ancient Greeks, from whom many our aesthetic and 
critical principles descend, were interested primarily the educational 
and social uses works art. European tradition has emphasized the 
religious, cultural, moralistic, educational, humanistic and entertainment 
functions. only our own day, since the turbulence and the 
extravagances the ‘art for art’s sake’ have subsided, that 
the practical aesthetician left with the clear necessity distinguish 
between judgments about the excellence work art qua work 
art and judgments about its importance vehicle for cultural 
other values. 

the present century practical aesthetics has had absorb its 
greatest shock consequence the retreat from illusionism the 
arts painting and sculpture, the discovery painters that picture 
need not picture something other than itself. The most 
characteristic feature the modern school painting its rejection 
the representational function art. Whether picture represents 
something else not, and the degree accuracy with which 
represents, are matters indifference aesthetic judgment. the 
other arts these views would not have caused stir. Nobody believed 
that music architecture must represent something not themselves. 
But had been taken for granted that picture must picture 
something that the denial the representational function was 
revolutionary. the same time sharp recoil taste from Greco- 
Renaissance naturalism made possible for our generation appreciate 
never before the artistic products widely removed cultures and 
periods. enjoy the surviving art objects all ages although the 
cultural purposes which they were created serve are sunk oblivion. 
not know and shall never know the reasons why the palaeolithic 
cave-drawings were made. can longer appreciate the motives 
which inspired ancient Egyptian Mesopotamian art. cannot 
recover the ritualistic other purposes served Mexican African 
art. Not only has painting become international; has transcended 
the bounds race and time. have suddenly become inheritors 
the art all time and all peoples. But enjoy and admire this art 
out context, pure aesthetic objects divorced from all associated 
purpose function. have created for ourselves what André 
Malraux calls ‘Museum without Walls’ (Musée imaginaire) which 
‘imposes the spectator entirely new relation the work art’ and 
where d’art n’a plus d’autre fonction que oeuvre 
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Earlier Christian art became invisible after Giotto. From the fourteenth 
century until the Romantic revolt the middle the eighteenth the 
word ‘Gothic’ was synonymous with the barbarous, ugly and uncouth. 
was assumed that medieval sculptors were trying what Donatello, 
Leonardo and Michelangelo did, that they failed because they were 
primitive and lacking The revival interest the Gothic 
usually traced back Goethe’s enthusiasm for Strasbourg cathedral 
when came under the influence Herder the winter 
and his publication the paper Deutsche Baukunst 1772. That 
had been anticipated this country evident from Henry Fielding’s 
description Allworthy’s house Tom Jones (written 1746-48) and 
from Richard Hurd’s championship Gothic art his Letters Chivalry 
and Romance (1762). But the vaguely romantic taste for the ‘primitive’ 
strength and grandeur the Gothic antidote Rococo, which 
was fostered Germany the Schlegels, Chateaubriand and 
Victor Hugo France, but which did not discriminate Romanesque 
from High Gothic, came nearer true apprehension the highly 
sophisticated and almost metaphysical art Gothic cathedral than 
did Strawberry Hill with its fashion for faked mossy ruins and 
‘romantic’ gloom. The capacity see and apprehend the Christian art 
the Middle Ages was hardly recovered before the present century. 
Romanesque returned visibility later, owing largely the 
pioneer efforts Henri Focillon and Emile Male. has taken still 
longer for the Byzantine return. Hegel and after him Friedrich 
Theodor Vischer, whose Aesthetik der Wissenschaft des Schoenen 
six large volumes set the coping stone German romantic aesthetics, 
thought that ‘mummy-like’ was apt description the ‘ascetic and 
ossified’ forms Byzantine painting. The works Robert Byron, 
David Talbot Rice and Paul Muratoff helped much cure this blindness. 
But was left Greek writer, Professor Michelis 
Aesthetic Approach Byzantine Art (1955) attempt appreciation 
terms the aesthetic principles inherent it. 

easy forget how very limited was the visual knowledge 
those critics the eighteenth and nineteenth centuries whose writings 
have until recently had most influence the development aesthetic 
theory and critical sensibility. Winckelmann, whose Geschichte der Kunst 
des Altertums (1764) was the first attempt trace the evolution style 
Greek art, had seen nothing Greek. The English ‘Grecians’ Joseph 
Nollekens and John Flaxman knew nothing 
but few vase paintings not the best. Shut off from the art the 
Middle Ages and blind everything outside, the Romantic critics 
the nineteenth century were confined post-Renaissance European 
art and only small segment that was open any one them. 
Théophile Gautier (1811-72), who launched the theory ‘art for 
art’s sake’ 1835, visited Spain but did not see Italy until was 
thirty-nine and was never Rome. Charles Baudelaire (1821-67) had 
been neither Italy nor Spain and knew nothing the works 
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Michelangelo, Masaccio, Greco, Titian, Hals Goya. When 
reproduction was its infancy and reproduction colour unknown, 
comparison had depend upon the vagaries visual memory and 
the impressions culled the course one journey abroad often had 
serve for the remainder lifetime. The rapid advances 
photography and the technique colour reproduction during the 
last thirty years have wrought change which, their own sphere, 
less epoch-making than the electric telephone and the internal 
combustion engine. 

was modern art which brought back the capacity see. Beginning 
with Daumier (1808-79) and Manet (1832-83) 
systematically denied the values strict naturalism. has been the 
aim painters the modern school, whether not deliberately 
and consciously pursued, divest themselves the trammels all 
the subsidiary functions which works art have served the past— 
even where convenient the function representation—and seek 
realise their works simply that common quality which renders 
all art good whatever period style and the absence which 
construct can work art. ‘Their aim was isolate the essential 
qualities character and structure picture which makes 
work ofart. What it, independent the idea picture communicates, 
regardless the story tells, purely through the balance its lines 
and masses, through its shapes abstracted from any meaning; what 
makes the picture interesting look and makes continue find 
interesting?’!° Now that Modern Art has created new academicism 
its own, now that can all put blasé air towards the pictures 
the pioneers and their imitators, difficult realise the 
impression which this new art first made. Perhaps something 
its impact suggested where Gertrude Stein makes Miss Toklas say: 
‘It very difficult now that everybody accustomed everything 
give idea the kind uneasiness felt when one first looked 
all these pictures these walls Now was confused and looked 
and looked and was 

similar phenomenon has occurred any the other arts, 
except perhaps very minor extent the art dance. But the effect 
criticism has been profound, and general aesthetic theory has had 
follow, albeit somewhat haltingly, the wake the radical revolution 
standards critical judgment. longer even faintly plausible 
judge painting its choice subject matter and the painter’s 
skill reproducing idealising the ‘natural’ beauties his subject. 
can longer sensibly accept, what was taken for granted 
Hutcheson and Kant, that the beauty nature primary and the beauty 
works art derives from their faithful representation beautiful 
nature—together, was conceded, with certain symmetry 
composition and the enhanced titillation colour. Aesthetics cannot 
assume that the theory art branch—albeit very interesting 
branch—of wider theory beauty that the standards which 
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ascribe merit works art are the same those which 
judge the beauty natural things. The artists and critics are emphatic 
the matter. Ortega Gasset has spoken ‘the liberation the 
human imagination from nature’. Picasso with deliberate paradox has 
said: and art being two different things cannot the same 
thing. Through art express our idea what nature not.’ Malraux 
the most brilliant and consistent exponent the belief which lies 
the heart the modernistic movement, that art the creation 
new world alongside the phenomenal world sense appearances, 
not the expression reproduction that world. ‘Les grands artistes 
sont pas les transcripteurs monde, ils sont les rivaux.’ Aesthetics 
still speaks with two voices. Its present dubiety has been expressed 
that stimulating Spanish thinker Julian Marias. There are certain natural 
objects, says, which are generally considered immediately 
and directly beautiful themselves: such are flower, jewel, 
landscape, woman’s face. There are the other hand certain other 
objects made man with definite purpose, among other things, 
being beautiful: such are statue, picture, cathedral, sonata, 
sonnet. ‘And,’ goes on, ‘aesthetics has always been doubt 
whether its theme the beauty the first group objects, the 
structure and requirements the second, or, lastly, the relationship 
between the two groups far beauty occurs ingredient 


The ‘naturalistic’ school aestheticians assumes that the beauty 
natural things and works art the same kind (though course 
work art which representational must have the additional quality 
creating good illusion). Both arouse suitable subjects special 
kind reaction which called ‘aesthetic experience’. The beauty 
both simply function this reaction. John Hospers, writing 
the meaning ‘beautiful’ offers ostensive definition ‘aesthetic 
experience’ follows: ‘Almost everyone has had experiences the 
presence the ocean the sunset, the mountains the forests, 
symphonies poems, which would unhesitatingly labelled 
Where this outlook prevails the beauty art becomes special case 
within the much wider field natural beauty. George Santayana 
wrote Apologia pro Mente Sua (1940): nor has love the 
beautiful ever found its chief sustenance the arts. art transports, 
liberates the mind and the heart, prize it; but nature and reflection 
more often and with greater authority. ever have been 
captivated has been beautiful places, beautiful manners, and 
beautiful institutions.’ Where writer recognises essential oneness 
between the various fields and manifestations beauty, one would 
expect that the amount attention given the beauties fine art 
would comparatively little, only because the other fields 
accepted beauty are much wider, much more generally accessible 
and, general, appear exercise more universal appeal. The early 
English aestheticians did fact devote the greater part their space 


¥ 
i 
' 
| 
4 
| 
q 
a 
| 


RUTH SAW and HAROLD OSBORNE 


analysing the principles natural beauty. The modern naturalistic 
aestheticians, with less consistency, tend despite their assumptions 
about the nature beauty concentrate almost exclusively the 
standards taste and judgment the arts. 

the other hand has become increasingly frequent during the 
fifty years for writers aesthetics confess frankly elucidation 
the principles underlying the appreciation fine art their sole 
concern. Those who believe that the distinguishing feature excellence 
the arts something not found nature must necessarily take 
this line. So, for example, Collingwood declared ‘aesthetic 
theory not the theory beauty but art.’ For following Croce, 
held that the essence artistic production consists ‘expression’ 
sense that natural objects cannot expressive. Those writers 
who, like Conrad Fiedler, Ernst Cassirer and Susanne Langer, hold 


art symbolic language feeling must, consistency, segregate 


the study the principles fine art from the study natural beauty, 
because the objects nature cannot except Pickwickian sense 
symbolic language. Professor Louis Arnaud Reid line with the 
predominant contemporary tendency when says his lecture 
Aesthetics and Education (given Bretton Hall July 1959): ‘By 
aesthetics mean here the philosophical theory art and the arts.’ 
And Miss Helen Knight was voicing the new attitude aesthetics 
when she said her paper The Use ‘Good’ 
the whole commend the works man for their goodness, 
and the works nature for their 

There another change the philosophical climate. has the past 
been held that there are certain main concepts each discipline which 
its peculiar task elucidate. There are the laws thought, the 
logical form argument proposition, and these are the 
main concern logicians; moral philosophers are concerned 
with the central concepts rightness, goodness and their opposites, 
and aesthetic philosophers with beauty and ugliness. Now however, 
philosophers tend hold that there are many concepts belonging 
‘cluster’ each sphere discourse and that our job unravel 
the web their may throw light our 
subject way elucidation minor concepts and our approach 
will unhampered the accumulated mass beliefs involved 
discussion the traditionally important concepts. Professor Austen 
once remarked that wished aestheticians would concern themselves 
with the dainty and the dumpy, rather than with the beautiful and 
the ugly. 

However that may be, there are certain questions which arise when 
examine the writings critics, the pronouncements artists upon 
their work and the more less unconsidered statements ordinary 
men about literature and works art generally, and upon their 
enjoyment natural objects. our job aesthetic philosophers, 
draw out the assumptions implicit such statements, elucidate 
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the meanings the aesthetic words more less uncritically assumed, 

and exhibit their possible hold conflicting 
beliefs without being aware the contradiction when hidden 
mass words, and certainly possible hold belief practice 
which one would reject theory. For example, the first spate 
comment newly erected statue sure contain such remarks 
as: That horse would winded ran half mile. Does this mean 
that the speaker wishes commit the view that every 
representation must object which good its kind? Must 
there statues broken down horses, ugly old men, was this 
particular judgment upon this statue, terms subject the 
intentions the artist? Are the intentions the artist aesthetically 
relevant, and so, how find out what they were? When critic 
says: Good theatre but bad play, what his distinction, and what 
does mean good and bad this context? you say: was 
good play but didn’t enjoy it, are you saying that aesthetic value has 
connexion with pleasure, that through some personal idiosyncracy, 
you were unable feel the normal accompaniment the appreciation 
work art? When you commit yourself judgment that given 
object beautiful, are you demanding the agreement other people 
(or would you willing add, that what think but may 
wrong?) you feel that you are saying more than enjoyed it’? so, 
what more involved? short, you think that judgments upon 
works art are matters taste and that gustibus non disputandum, 
that considered opinion upon works art may supported 

argument? you hold the former view, you hold the 
that any opinion good any other, you admit experts 
criticism? so, how would you describe the expert? contradictory 
hold that some opinions are worth more than others? These are 
some the traditional questions aesthetics which arise from 
examination aesthetic discourse. 

The final question raises important problem for any normative 
science. moral philosophers know, qua moral philosophers, what 
particular actions kinds action are right and wrong, their 
concern merely elucidate the concepts occurring any given belief 
about what right wrong? Both points view have been held, 
and may describe the latter view the function moral philosophers 
saying that they not make first order moral judgments, that 
directly upon conduct, but second order judgments, that is, judgments 
about judgments about conduct. Similarly, may say that the 
function aesthetic philosophers make second order judgments 
and that this the demand which disqualifies Plato and Aristotle 
aesthetic philosophers. They accept unquestioningly, the belief natural 
their circumstances time and place, that value defined 
terms the best life for men, that is, life within small communi 
such their own city state. hold given belief uncritically about 
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morals art disqualify one philosopher morals aesthetics 
though course, philosopher may hold beliefs private man. 

There one further difficulty here. natural say that moral 
theory which had consequence that right break promises 
and tell lies absurd, and that theory aesthetics from which 
followed that peasant song village wedding had greater aesthetic 
value than opera Mozart Wagner equally absurd. There 
must some kind of, any rate provisional, acceptance moral 
codes and great works which have passed the test critical judgment 
over long period, though this acceptance must also examined. 

Charles Pierce defined aesthetics the ‘basic normative science’ 
which institutes comparison among ultimate values—the ‘science 
ideals that which objectively admirable without any ulterior 
reason.’ Few have followed him giving this very wide meaning 
the word. not usually considered part the function 
aesthetics consider why value the appreciation beauty what 
rank give among other valuable human activities. Nevertheless 
any theory which did not provide some basis for understanding why 
value art and beauty would appear nugatory. For this reason the theory 
that objective beauty consists certain mathematical proportions 
apt seem trivial modern times when dissociated from the 
religious metaphysical background which gave meaning medieval 
and Renaissance times. 

Among modern theories that which perhaps comes closest 
explaining why value art the theory that art language 
symbolism. The modern theory has little affinity with the medieval 
theory symbolism since maintained without the religious 
postulate that what symbolised the nature Deity. Moreover 
while medieval thought regarded all nature including works art 
symbols Deity, the moderns distinguish works art being 
alone symbolic the aesthetic sense. akin the medieval philosophy 
holding that the appreciation beauty cognitive act and that 
immediate intuitive, non-conceptual, awareness that which 
symbolised. The ‘theory derives from one the facets the thought 
German Romanticism and its more particular origin usually 
ascribed the works Konrad Fiedler and Ernst Cassirer. has 
been recently popularised Mrs. Susanne Langer. 

theory which requires very careful formulation. distinguishes 
for example between symbol and sign. sign something (e.g. 
road-sign scientific proposition) which expresses meaning that 
could formulated and communicated alternative means. 
aesthetic symbol something which expresses unique meaning that 
cannot paraphrased and therefore cannot conceptualised but 
apprehended direct intuitive acquaintance with the symbol. 
This aesthetic theory must held distinct from simple recognition 
the fact that works art often (but need not) contain conventional 
‘subconscious’ images. The study conventional images known 
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iconography and the study unconscious symbolism, whether from 
the individual the collective archetypal subconscious, the 
province psychology. Neither directly germane aesthetic 
concepts. Neither the early Christian art the Catacombs nor the 
modern devotional postcard better worse aesthetically because 
contains effective religious symbol the ‘good shepherd’. The 
pictures the old alchemists the pictures drawn schizophrenic 
patients not become ‘art’ because the psychologist can discover 
and elucidate subconscious symbolism contained them. Nor the 
other hand the paintings made Picasso become any less fine 
works art because similar subconscious symbolism can found 
them psychologists. 

The theory must also held distinct from the study general 
cultural symbols Cassirer’s sense. The historian may use works 
art documents bearing witness the religious, philosophical, political, 
social, poetical emotional tendencies period country 
the individual artist. But for this purpose unsuccessful and successful 
work art are equally significant and works art are only one sort 
material among vast variety others all which may serve 
evidence cultural background trends and many which contain 
meanings requiring elucidated the light such background 
and trends. 

The aesthetic theory symbolism holds that successful works 
art are symbols special kind way which other things are 
symbols. The manner this symbolism has not yet been adequately 
formulated and therefore difficult present assess the theory. 

There seem three types statement made within the context 
this theory. (i) said that work art symbol but that 
which symbolises itself. This statement can hardly intended 
taken literally. thing which symbolises nothing else but itself 
symbolises nothing and not symbol. Perhaps what intended 
said that every work art unique individual, that 
organic whole which cannot taken pieces and built set 
relations among its parts, that expresses meaning which cannot 
completely paraphrased either words any other medium. 
this what meant, the statement says nothing new aesthetics. 

(ii) said that art ‘language feeling’, but works art not 
arouse the observer particular emotions which were previously experi- 
enced the artist and were his ‘inspiration’ make the work art. They 
symbolise (non-conceptual) cognition that the act appreciation 
the observer immediate cognitive contact with the work art 
becomes aware direct intuition that which symbol. 
Moreover that which symbolised not particular feelings emotions 
but general pattern rhythm affective life. 

The view that appreciation primarily cognitive act rather than 
emotional response seems true. not actually experience 
all the often conflicting emotions represented simultaneously the 
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stage anecdotal painting but some sense are cognitively 
aware them immediate non-conceptual act. the other 
hand the view that works art symbolise fundamental patterns 
feeling seems far more dubious. intrinsically incapable verification 
because have other means knowing these fundamental 
and rhythms; nor have any possible means testing our judgments 
whether particular purported works art not express 
fundamental rhythm feeling. 
(iii) Finally sometimes asserted that works art symbolise 
metaphysical reality with which our appreciative commerce with 
the work art become directly and immediately aware. This 
view which many modern artists have themselves alleged. 
his essay The Doors Perception Aldous Huxley describes how 
under the influence mescalin his ordinary perceptions were 
accompanied intense and inescapable feeling revelation. 
develops the theory that artistic vision general has this revelatory 
character and that the works art which artists create communicate 
imperfectly the revelation ultimate reality which they have 
enjoyed. the rest see only under the influence mescalin.’ 
says, ‘the artist congenitally equipped see all the time 
knowledge the intrinsic significance every existent. For the 
artist for the mescalin taker, draperies are living hieroglyphs that 
stand some peculiarly expressive way for the unfathomable mystery 
pure being.’ 
The statement that the act appreciating beautiful work 
art have immediate intuitive awareness ultimate pure being 
takes outside the confines aesthetics proper. ‘emotive’ 
descriptions the artistic experience such affirmations are significant 
and must treated with respect. Their correct philosophical 
formulation belongs the sphere general philosophy metaphysics. 
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THE IVth INTERNATIONAL CONGRESS 
AESTHETICS 


Hodin 


Tue Fourth International Congress Aesthetics, under the high patronage H.M. the 
King Greece and presided over His Excellency Kanellopoulos, the Academy 
Athens, Vice-President the Council Ministers, and former Premier Greece, 
took place the National Technical University Athens, from the Ist the 6th 
September, 1960. 

Under the general title: Present Situations Aesthetic Problems, the programme was 
divided into two main sections, one freely chosen subjects and one the following 
themes: (1) the Concept the Classic and the Modern Conception Art; (2) Art and 
the Sacred; (3) Functional Value and Artistic Value; (4) Art and Modern Techniques; 
Art and (6) Non finito and Completion, Norms and Standards; 
(7) Methods Investigation and New Aspects: Writing Artists, Theory Information, 
Semantics. 

There were three plenary sessions and four sectional sessions held simultaneously. 
The section freely chosen themes was sub-divided into eight sub-sections: (1) Art, 
Science, Language and Music; (2) General Questions Art and Aesthetics; (3) Method 
and Interpretation (4) Aesthetic Judgment and Criticism; (5) Psychology and Aesthetic 
Experience (6) Form and Style; (7) Poetry and Poets; (8) Mixed Communications 
the Cinema, the Portrait, Caricature and the Golden Section. 

There were 110 delegates representing the Universities, Academies the Arts and 
Sciences, Societies Aesthetics and other bodies connected with education the arts 
and aesthetics, selected from 254 participant members. Together with 128 ‘adherent’ 
members the total number attending the Congress were 382, from participating 
countries. 

the inaugural session four papers and two addresses were read. The number the 
papers presented for the plenary sessions was sixteen, the number communications 
presented for the various sections amounted one hundred and forty. 

the final session, which took place the open air theatre Epidaurus, the 
International Executive Committee suggested that the next International Congress 
Aesthetics might take place 1964 Holland. Professor Jan Aler from Amsterdam 
was asked investigate this possibility and was appointed member the International 
Executive Committee, also was Sir Herbert Read his capacity President the 
British Society Aesthetics. 

The Congress Athens gave the newly founded British Society Aesthetics its 
first opportunity appearing before international forum. Sir Herbert sketched 
few words the developments which had led its foundation, the significance which 
was stressed Professor Thomas Munro, the President the American Society 
Aesthetics, and Professor Michelis. The British Society was represented 
four Committee members: Sir Herbert Read, Professor Reid, Dr. Saw and 
Dr. Hodin. Sir Herbert spoke the first plenary session The Informal Image 
Modern Art. This paper dealt with the trend which called Tachism Abstract 
Expressionism, and Sir Herbert developed the idea that most the Abstract 
Expressionists are seeking express supra-personal values. seems fully accept 
the Jung inspired thesis archetypal forms, the suggestion the existence 
‘an inborn disposition patterning, archaic heritage the psyche, matrix 
which images archetypal significance may cast, and once cast, projected formal 
structures the artist and the poet’. 
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Professor Reid spoke Feeling and Aesthetic Experience. The making art, said, 
defined the embodiment value, ‘value’ being feeling-about-an-object, object- 
as-felt. Art includes expression, but not identical with expression. Values are embodied 
literally the phenomenal object. Since value includes feeling, and value literally 
embodied, feeling (1) part the perceived work (embodied feeling). (2) There 
cognitive feeling the process actively apprehending the work. (3) There aesthetic 
feeling—sometimes emotion-resulting. (4) Irrelevant feelings may caused. 

Dr. Saw discussed The Objectivity the Judgment Beauty. Her paper maintained 
the thesis that there only one purely aesthetic judgment, though many other interesting 
and important things said about works art. The judgment beauty singular, 
and when make it, commit ourselves demand for the agreement our 
fellows. This demand cannot enforced reasons, for reasons presuppose concepts 
and aesthetic judgment upon the work art qua individual. 

Dr. Hodin proposed The Empirical Approach Aesthetic Problems Modern Art 
the only one which can yield any substantial results. ‘Because the rapid changes 
the modern movement, the aesthetic approach it, order valid, can only 
direct and living one, not one based traditional and speculative thinking. must 
empirical and investigate what and not what should be.’ 

His Excellency Kanellopoulos opened the Congress with speech which 
stated that ‘in our days every truth suspect. The most suspect all that truth 
which incarnates beauty aesthetics seeks become ultramodern and aligns itself 
with extremist tendencies modern art, must repudiate its cwn aim and purpose.’ 
discussion expressed himself favour balance between emotion and reason 
the only true way which artist worth his name can walk. 

science, but the sense Socrates who, 2300 years ago, spoke his being only aware 
small and poor science which love. ‘Our science,’ said Souriau, ‘should above 
all, love: the love Beauty, the love Art.’ made the point that aesthetics contains 
element speculation. The science aesthetics must not under-estimate the 
spontaneous and ineffable elements contained art—in fact its transcendent quality. 

This was view diametrically opposed that advanced Professor Thomas Munro 
the Western Reserve University, his paper, The Meaning Naturalism Philosophy 
and Aesthetics. Although Professor Munro tries give the term ‘Naturalism’ very wide 
interpretation (he actually connects with the American notion Neo-Naturalism 
which opposed all forms the super-natural and transcendent, mysticism, dualism, 
idealism, pan-psychism, pantheism, teleology and vitalism), brings his philosophy 
into affinity with the empiricism Hume, the positivism Comte, with Dewey, 
Russell and Santayana. Professor Munro developed the thesis that philosophic naturalism 
its sympathetic and tolerant character humanistic. 

Professor René Huyghe achieved the greatest rhetorical success this Congress. 
born orator and the verve with which presented his ideas The Greek Heritage 
and The Culture the West, the aspect the spiritual crisis which the West struggling, 
the return mythical notions connected with imagery beasts know them 
from the Dark Ages, from Primitive Art, etc., show modern man being permanent 
state ‘Angst’ and dominated the powers the surrounding universe. Professor 
Huyghe stressed the importance the ‘Greek miracle’ which discovered man 
free agent, opposed him victoriously the beast, and made him conscious. 

Professor Michelis, his paper Divination dans Contemporain, spoke 
the prophetic quality art, i.e. quality which carries new messages man. 
transcending consciousness arrives the revelation the ineffable. Professor 
Michelis finds this quality the poetry the Bible and Christianity, some extent 
the Greek tragedies, but also—and that his point—in modern art, figurative 
(Surrealist) abstract (Tachist). art’ says, ‘is prophetic that its messages 
remain enigmas solved.’ 

Professor Luigi Pareyson, from the University Turin, devoted his paper 
Contemplation Forme. developed his idea classically logical manner which 


— 
| 
Le 
Fy | 
| 
3 
| 
7 
q 
7 
7 
| 


said, 
object- 
nbodied 
literally 
There 
esthetic 


intained 
eresting 
our 


Art 
anges 
only 
must 


which 
truth 
itself 
reason 


tics 
aware 
above 
contains 
nate the 
ality. 
Munro 
ery wide 
dualism, 
Dewey, 


ress. 
Heritage 
ruggling, 
them 
Professor 


in, spoke 
man. 
Professor 
extent 
figurative 


messages 


which 


HODIN 


was beautiful itself. Speaking the formation the work art, which invention 
and execution produce state uncertainty among many possibles, sees both the 
adventure and the orientation the very essence the work art, thus ascertaining its 
pre-existence the mind the artist. formans, are him identical 
spirit—the formative process one. 

Professor Joseph Gantner, from the University Bale, gave the rare example 
art historian who takes living interest the most recent development the arts, 
that any aesthetic appreciation must base itself the past, which for the 
connoisseur always alive, and the present, which always reflects itself the past. 
The revolutionary trend twentieth century art has challenged our whole aesthetic 
approach. The great problem him strive aesthetics for ‘novum organon’ 
which embodies both the knowledge the old art and the transformation activated 
the new art. 

exquisite paper was presented Professor Helmut Kuhn, Munich University, 
the theme Die Festlichkeit des Kunstwerks. His thesis was that ‘the work art not 
thing like other things, differing from them only particular attribute—artistic 
beauty. The difference goes deeper: concerns not only the What but the How 
Being’. developed the term ‘Ort der Kunst’ (‘seat art’) being one solemnity: 
‘The work art springs not from festivity (Fest) alone but from the mood.’ 

Professor Ernesto Grassi has recently developed similar ideas (Kunst und Mythos, 
Rowohlt Verlag, Hamburg, 1957) which have their root Greek concept. 
the utmost importance for contemporary art that this notion revived, for without it, 
without the feeling ‘festivity’, modern life and modern art are robbed their very 
human character. 

Professor Roman from Cracow University, famed for his book Das 
Kunstwerk (Max Niemeyer, Tiibingen, 1960), spoke ‘Prinzipien einer 
erkenntniskritischen Betrachtung der Erfahrung’. this paper drew 
distinction between the work art itself and the work aesthetic object, comparing 

Space does not permit even mention all the titles the papers presented. The 
Congress was well organised and successful, and most gracefully supported the Greek 
Government. environment could have been better suited enhance Congress 
Aesthetics which widely differing viewpoints were put forward lively discussions. 
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The Lamp Beauty. Writings Art John 
Ruskin. Selected and Edited Joan 
Evans. London: Phaidon Press. 1960. 
pp- 344. 32s. 6d. 


Tue task bringing the work Ruskin 
back into general circulation and esteem 
difficult one. great deal has been done, 
critically, biographically and editorially, 
recent years; but still, one suspects, 
not much read. His achievement still 
concealed behind the immense slag-heap 
misapprehension and neglect that even now 
obstructs our understanding much 
important nineteenth-century writing. One 
the difficulties the sheer physical bulk 
his work—thirty-nine large volumes 
the great Library Edition. Another its 
variety and its unevenness quality. 
Besides his central labours art-critic 
Ruskin left hardly any subject untouched, 
from industrial organisation the edu- 
cation girls. put mildly, his claims 
heard are greater some these 
matters than others. suffered from 
periods mania and periods depression, 
and some times, during which was 
means silent, was actually out his 
mind. had incurable habit digres- 
sion—not unfruitful, but disconcerting. 
The later volumes Modern Painters are 
more treatise landscape than 
painting. Towards the middle his career 
his work art was swamped his 
sociological and economic interests. These 
are inseparable from his real achievement 
the problems raised are still vital and 
still unsolved but his treatment them 
far removed from modern and 
social actualities. His moral temper too 
not kind commend itself easily 
the modern reader. But here there 
distinction made. the centre 
Ruskin’s system his conviction the 
indivisibility art from man’s general 
moral experience. And his statement 
inextricably mixed with his personal 
moral prejudices, which one obliged 
share; and anyone but the careful 
student may forgiven his lack 


sympathy with the particular applications 
blinds him the value the general 
principles. 

There also the difficulty discovering, 
such voluminous and varied writer, 
what the real aesthetic position is. Some- 
thing can briefly said. Ruskin held the 
expressive theory art—that the function 
the artist express his own sense 
the life nature and man, and that the 
excellence his work steady propor- 
tion the quality his own mind and 
heart. And Ruskin naturalist 
believes that the visual artist conveys this 
sense through images derived from nature. 
His aesthetic the representational 
image, not aesthetic abstractly 
‘significant form’, whatever that may be. 
over two thousand years Western art, 
tradition that has not been seriously 
questioned until our own century. one 
can read much Ruskin without realising 
that writer great general powers; 
his special gifts art critic are 
minute and delicate visual observation, 
and imaginative sensibility 
always alive. 

Joan Evans’s handsome anthology should 
much recall mind the range and 
variety Ruskin’s art criticism. 
difficult and inevitably unsatisfactory 
make excerpts from lengthy connected 
works, and Ruskin writer who needs 
taken generous draughts. But this 
good selection, giving fair repre- 
sentation the range and direction his 
thought painting, architecture and art 
teaching. The old Ruskin anthologies 
tended consist ‘gems’ and purple 
patches; this sensibly functional. The 
main lack mind general 
theoretical passages, such those 
imagination and the Pathetic Fallacy 
Modern Painters. collection moderate 
size could hope fully representative, 
however, and the passages chosen here are 
reasonably self-contained, self-explanatory, 
and genuine interest. Indeed the main 
impression browser this volume 
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continual flow imaginative life. 
Whatever Ruskin may doing, however 
wrong-headed may occasionally be, his 
experiences have really been lived through, 
and are transmitted his wonderfully 
flexible prose. 

The book beautifully produced, and 
there are seventy-eight well-chosen illus- 
trations. Joan Evans’s introduction does 
what sets out do—to give brief 
account Ruskin’s life and work. does 
not attempt very much the way 
exposition, and perhaps not necessary. 
unfortunate that reader who 
proposes any more than casual 
browser, the references are inadequate and 
irritatingly inconsistent. the major 
works references are given Ruskin’s 
own elaborate system parts, sections, 
chapters and paragraphs. For the others 
there system all. Sometimes 
references are given volume and page 
the Library Edition, sometimes not. The 
two letters The Times 
Raphaelitism are given, and the dates duly 
appended; but surely would useful 
know that they are found 
Volume XII the Library Edition, where 
the enquirer will able find great 
deal related matter. Some the refer- 
ences are simply meaningless—‘Review 
Eastlake’s History Oil Paintings, 35’, 
for example. what periodical? And what 
date? (It was actually the Quarterly 
Review, March 1848, and also 
had Volume the Library Edition). 
Passages from Joy for Ever are quoted 
without page paragraph reference all. 
Many these passages arouse further 
questions and the desire follow them up, 
and there really excuse for making this 
difficult, especially Ruskin perhaps 
the best edited all major English authors. 

GRAHAM HOUGH 


The Passionate From the Diaries, 
1947-1956. Bernard Berenson. 
London. Thames and Hudson. 1960. 
200. 35s. 


BERENSON had become legend during his 
lifetime. was man notable for the 
elegance and prolonged vigour his old 
age, and lovers the arts will grateful 
the publishers for producing within 
year his death this private diary his 


travels Italy and North Africa, under- 
taken his late eighties and early nineties. 
His encyclopaedic knowledge the plastic 
arts enabled him illuminate his obser- 
vations with historical connections and 
comparisons most scholarly and wise 
way, and his still alert experiences 
very old man interspersed with memories 
from the eighties and nineties the last 
century make this travel book document 
unusual interest from many points 
view. feel that need make excuse for 
taking this unusual book opportunity 
attempt assessment what Berenson 
means who follow along the path 
where ably led. 


His reputation the ultimate authority 
the the Renaissance rests 
both claims scientific expert and 
noiseur. the former shall not 
comment here. Attribution, himself 
says, requires ‘feeling for quality’, 
‘eye’. requires ‘good average powers 
observation, concentration and 
reasoning training the historical 
relevant when appears, and how look 
following the ordinary rules detective 
work and inference, and science 
which Berenson considerably advanced. 
His work was scholarly the best 
was not merely the accumulation 
relevant knowledge fact and detail, 
though this course essential, but the 
most scrupulous examination evidence 
and methods reasoning. There 
doubt that was one the best ever 
exponents this detective work, and his 
fame this respect securely founded. 


had been merely this, however, 
there would have been less legend 
the great connoisseur, for was held 
not only man who knew doubtful 
Botticelli when saw it, but knew 
whether was good one. held 
brief for subjective theories criticism, 
and Aesthetics and History (1950) set 
out formally the aesthetic principles 
had used for many years his practical 
studies and evaluations. rightly rejected 
arbitrary excellence, such 
Winckelmann’s canons classical beauty, 
and made the important point that canons 
taste require supporting reasons. 
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say painting good because has 
certain specific quality, there has 
answer the question: it? Why 
does that make good?’ The two canons 
proposed essential yardsticks good 
painting are Tactile Values and Movement. 
His justifying reason was that painting 
this way the artist causes perceive 
more fully and more keenly than usua! the 
objects which represents, and the effect 
this ‘life-enhancing’. This clumsy 
expression ‘life-enhancing’ was important 
for Berenson, for provided precisely the 
backing for his criteria excellence that 
made them not arbitrary 
criteria. Anything which life-enhancing 
gives gratification and joy, raises our 
vitality mind, and tunes like ‘an 
instrument for ecstasy’. 


The weakness this aesthetic founda- 
tion his criticism once apparent 
when implies that painting which 
not representational and has not these 
tactile values can 
Chinese suggestive painting and poem 
illustration, practically the whole 
Oriental and Indian painting, 
nothing the long Byzantine tradition 
Europe, does not measure these 
standards and was quite clearly attempting 
something else than the tactile values and 
the sense free movement space which 
excellence for his appreciation Renais- 
sance painting. This was also the reason 
why could not come terms with 
modern art, against which inveighed 
angrily his muddled essay Seeing and 
Knowing (1953). point here that 
these criteria tactile values are not 
good enough rational enough 
applied universally and themselves. 
They rule out too much. 


These objections not lie only against 
Berenson’s formal views philosopher, 
title which disavowed (calling himself 
‘philodoxos’). They are more searching 
than this, for they are substantiated they 
put into question his judgments con- 
noisseur—and this some people may 
seem alarming extraordinary thing 
say about such man. But his criteria 
tactile representational values are not 
ultimate, then even his judgments 
Renaissance painting must fault and 
until one has recognised the flaws his 


aesthetic theory there much his 
magnum opus. The Italian Painters the 
Renaissance (1930) which puzzling. 

But when all said the publishers have 
chosen apt title for his last diaries. 
Berenson was indeed passionate sightseer 
and not always agree with lover’s 
praises, true lover not blind. Berenson 
was humble, rational man, man great 
learning and great enthusiasm. And 
may disagree with his explanations why 
loved, many modern artists might 
nevertheless well look closely again 
what loved. 

WILLIAMSON 


The Form Things Unknown. HERBERT 
READ. London: Faber and Faber. 1960. 
248. 25s. 

indefatigable gourmet ideas. His 
present book more philosophical tone 
than some; but, always, written 
with easy urbanity style which makes 
readily accessible the ordinary reader 
without the necessity for specialised 
background philosophy. presents 
single unified theory aesthetics but 
aptly described the sub-title: ‘Essays 
towards Aesthetic Philosophy’. 
collection papers and lectures delivered 
over the last ten years variety 
occasions and very different audiences, 
nevertheless displays remarkable con- 
sistency Certain recurrent 
themes which clearly lie close the 
author’s heart give pattern and coherence 
the whole. 

First and foremost the book stands out 
eloquent plea for recognition the 
importance aesthetic pursuits modern 
life and education counterpoise the 
one-sided emphasis which our scientific 
philosophy places upon discursive reason 
and technology practical know-how 
divorced from manual skill. learning 
conceive the world symbolically and 
create artistic form people will, Sir 
Herbert thinks, ‘correct the bias 
mechanised mode life’. Following 
modern trend aesthetics regards 
artistic appreciation not matter 
emotional reaction but mode 
cognition. But unlike abstract thinking and 
awareness direct acquaintance, 
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distinct form mental activity whose 
characteristic function is, the words 
Owen Barfield, the expansion consciousness. 
several the Essays expounds the 
view, attributed Konrad Fiedler and 
Ernst Cassirer and recently popularised 
Mrs. Susanne Langer, that art essentially 
‘symbolic language the feeling’. This 
theory maintains that works art com- 
municate feeling not arousing particular 
emotions the observer but presenting 
the general rhythm and ‘pattern 
affective and sentient being’ symbolically 
direct cognition. the same time 
Sir Herbert adopts the theory that art can 
must (for not clear whether this 
applies all works art such only 
certain types art) mediate direct 
‘non-propositional’ apprehension 
wider metaphysical reality behind the 
visible presentation. 


Without necessarily going far 
accept the claim that symbolism ‘has 
become the central principle aesthetics’, 
would futile deny that these 
aesthetic theories are trying find 
expression for element truth which 
both deeply important and need 
further elucidation. But find today 
great difficulty reviving the Romantic 
idea ‘over-individual’ metaphysical 
feeling which not felt particular 
individuals particular occasions. And 
the idea unique symbol which conveys 
new cognitive experience also difficult 
fit into any known conception 
symbolism. For symbol its very 
nature some sense other substitute 
for some other thing. would seem 
the essential feature all sorts symbols 
except apparently works art that they 
recur with the same conventional 
associative meanings: new experience 
communicated forming new combina- 
tions existing symbols. Victor Zucker- 
has expressed this idea most clearly 
perhaps his book Sound and Symbol 
(1956). there says: ‘The word and its 
meaning are independent The 
two are separable; each exists itself, 
the word without the thing, the thing 
without the word The tone and its 
meaning, the other hand, are connected 
far more intimate way... What tones 
mean musically completely one with 


them, can only represented through 


them, exists only them. Except the 
case creative language (in the biblical 
sense Adam’s things) and 
poetical language, where other, more 
relations come into 
language always has finished world 
things before it, which assigns 
whereas tones must themselves create 
what they mean Words are signs that 
refer particular things: understand 
them, they bring knowledge the 
things they signify Tones, the 
other hand, have completely absorbed 
their meaning into themselves and dis- 
charge upon the hearer directly their 
sound’. himself says, this 
difference the manner symbolisation 
applies generally works art such. 
The difficulty which experience 
place any sense the statement that 
thing symbol but that that which 
symbol The most that can 
said this time that the theory art 
symbolic language the emotions has 
not yet been formulated with sufficient 
precision enable judged from 
the point view strict philosophy. 

the last two Essays Sir Herbert dis- 
cusses the problems peace and war. 
says, ‘is the natural condition 
men, and the taking life, the spilling 
blood, outrage nature, which 
man brings about his pride and folly.’ 
has resort Plato for practical 
solution the problem peace’ and 
urges the Platonic doctrine, found 
Shelley, that: ‘the creative imagination, 
conceived actively, paideia, the only 
effective instrument peace’. These 
book which will appeal far more widely 
than students formal philosophy. 


Art and Illusion. Study the Psychology 
Pictorial Representation, GOMBRICH, 
London: Phaidon Press. 1960. pp. 
xxxi 466. 70s. 

The Birth Western Painting Robert 

Byron and David Talbot Rice say: “Times 

have been when artists have fallen 

accepting the natural world without 
enquiry and reproducing it. Such was the 
misfortune Antiquity and, with the 
exception the French impressionists, 

Europe from the sixteenth the nine- 

teenth centuries. The twentieth preens 
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itself its evasion this blind alley.’ 
The retreat from naturalistic illusionism 
the one most characteristic feature not 
only the more esoteric schools 
modern painting but general contem- 
porary style manifested advertisements, 
posters, illustrations and public design. 
This swing aesthetic taste has given 
new eyes see the art the past. 
longer look the Egyptian and 
Cycladic merely tentative stages the 
approach the ultimate perfection fifth 
century Athens Byzantine painting 
the bungling precursor Bellini and 
Botticelli. even difficult for 
enter into the state mind which 
enabled Moliére describe the Gothic 
monuments ‘monstres odieux des siécles 
ignorants’. Whether not want our 
longer demand that shall naturalistic. 


Professor Gombrich admits that ‘repre- 
sentation need not art’ but holds that 
‘it none the less mysterious for that’. 
admits that faithfulness nature 
not the same thing artistic excellence and 
theoretically allows that some works with 
fairly low degree representational 
accuracy may have high level artistic 
merit. ‘Aesthetics’, says, 
rendered its claim concerned with 
the problem convincing representation, 
the problem illusion art.’ But this 
precisely the problem with which his 
book concerned. His subject the 
psychology visual illusion through the 
subject mainly connection with pictures 
which critics and art historians have 
recognised artistically important and 
believes that our understanding the 
naturalistic art the past will gain from 
the enquiry into ‘the linguistics the 
visual image’. Yet view the choice 
subject one may not perhaps altogether 
surprised discernible tendency 
enhance the importance illusionism 
which amounts times identifying art 
whole with the naturalistic art 
illusion. Despite disclaimers his Intro- 
duction the reader cannot but come away 
with the impression that Professor Gom- 
brich’s own aesthetic sympathies lie with 
good old-fashioned no-nonsense naturalism. 
Although allows that ‘the psychology 


representation alone cannot solve the 


riddle style’, tends speak 
differences style though they were 
confined different modes repre- 
senting nature. Thus page 291 
states that the totality repre- 
sentational conventions which ‘makes 
what call painting’. The 
problem why representation has 
history described ‘the 
problem the history Art’. Later (on 
page 388) are told that the purpose 
the book was explain why art has 
history and there inclination 
interpret progress art 
towards visual truth’. (Yet one wonders 
whether the problems with which Cézanne 
wrestled (page 311) really arose entirely 
because ‘complete fidelity visual ex- 
perience had become both moral and 
aesthetic imperative’. Cézanne himself 
said that his aim was ‘faire Poussin 
d’aprés But one may not entirely 
dismiss his obstinate determination 
impose nature that organisation and 
construction which was imperatively de- 
manded what has been aptly described 
‘cet absolu convient désormais 
d’appeler tableau’. let listen 
Bonnard, for whom ‘nature’ was certainly 
not negligible. ‘La présence 
says, ‘du motif est trés génante pour 
peintre moment peint. point 
départ d’un tableau étant une idée— 
laisser prendre pas les incidences 
vue directe, perdre 
route initiale.’) 


Professor Gombrich’s great enthusiasm 
for fourth and fifth century Greek art 
leads him aesthetic judgements which 
may not belong entirely his conception 
the objectivity the art historian. Thus 
are told: ‘It needed the extension 
our historical horizon and our increased 
awareness the art other civilisations 
bring home what has rightly been 
called the ‘‘Greek the unique- 
ness Greek art.’ regards not too 
fanciful compare the Greek ‘conquest 
space’ with the invention flying, for 
these systematic efforts art 
could never have soared the wings 
illusion into the weightless zone 
dreams.’ The Greek revolution, tells 
us, deserves its fame. ‘What makes 
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unique precisely the directed efforts, 
the continued and systematic modifications 
the schemata conceptual art, till 
making was replaced the matching 
reality through the new skill mimesis.’ 
Professor Gombrich suggests that the 
‘miracle’ naturalism among the Greeks 
may have been due change the 
whole function art’ and finds this 
change purpose the ‘narrative intent’ 
‘Egyptian art,’ states, ‘scarcely knows 
narrative illustration our sense.’ his 
Egyptian Art (Engl. trans. 1960) however, 
Boris Rachewiltz has quite convincingly 
shown that outside the tombs the scenes 
Egyptian art ‘generally have docu- 
mentary and narrative value’, whose 
realistic evocation often accentuated 
scenes highly dramatic content. But 
whereas Egyptian representation conveys 
the impression eternal archetype 
projected outside the barriers time, 
the Greek interest lay the ephemeral 
and anecdotal, the subjective here and 
now. perhaps part the aspiration 
the moderns recapture something 
the ‘eternal’ and ‘archetypal’ character 
which was abandoned the illusionistic 
art naturalism. almost certain that 
acquaintance with the less thoroughly 
studied naturalism the Mochica ceramic 
art ancient Peru would demand 
revision the claim that Greek fourth 
century art was ‘unique the annals 
But this may, the 
glowingly evocative and valuational terms 
which Professor Gombrich writes 
Greek naturalistic art clear indication 
aesthetic sympathies diametrically op- 
posed those tendencics contemporary 
taste which Ortega Gasset summed 
with the phrases ‘liberation the human 
imagination from nature’ and the ‘de- 
humanisation art’. not find here 
quite the objectivity which was envisaged 
for example that little known work 

James Sully Illusigns. Psychological Study 
(1881), where wrote: ‘The imitation 
solidity and depth art curious 
and interesting illustration the mode 
production illusion. Here are not, 
course, concerned with the question 
how far illusion desirable art, but 
only with its capabilities illusory 
presentment; which capabilities, may 


added, have been fully illustrated the 
history art.’ 

But within the limits which sets 
himself Professor Gombrich has pursued 
his enquiry brilliantly and with wealth 
learning lightly borne. With the help 
abundance apposite illustration 
develops his thesis that the achievement 
naturalistic representation artists have 
gradually, trial and experimentation 
over the years, corrected their primitive 
conceptual schemata and corrected them 
the light observation. represents 
the progress naturalistic art 
systematic exploration visual reality. 
And argues that picture appeal 
the visual imagination the beholder, 
who must collaborate with the artist 
supplying the interpretation his crypto- 
graphic pictorial code. particular 
shows the measure truth and also the 
inadequacy the old distinction between 
and ‘seeing’. Perhaps the most 
convincing part the book where, 
following Gibson (though this 
had been anticipated James Ward 
early 1918 his Psychological Principles) 
questions the sufficiency the view, 
derived from Berkeley’s account vision, 
that perception simply classification 
and ordering chaotic manifold sensa 
and maintains that rather the pur- 
posively directed and experimental arti- 
culation relatively undifferentiated 
sensory field. All seeing therefore 
purposeful activity and ‘art itself becomes 
the innovator’s instrument for probing 
reality’. has demonstrated most 
cogently that all representation nature 
is, and must be, grounded traditional 
schemata, which form the visual language 
whereby the artist communicates with the 
observer, modifying that 
gressively the direction illusion, and 
that the impressionists’ ideal the 
‘innocent eye’ necessarily will-o-the- 
wisp. Discussing the ‘official art’ 1900 
his des Arts Contempo- 
rains (Gallimard, 1960), Jean Cassou shows 
that the public demand for art which 
resembled reality was fact demand for 
art which resembled the pictures 
which they were already accustomed. ‘Et 
cet art, fabriqué avec certaines 
habitudes d’école, avec certains 
préjugés, surtout avec les caractéres 
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spécifiques son comportement social.’ 
The demand that pictorial art 
resemble reality once raises the 
reality? And this, says, opens 
‘un débat philosophique inextricable’. 
Professor Gombrich explores 
more deeply than has been done hitherto 
what that mean visual reality 
the phenomenological sense, investi- 
gating new and important factors the 
psychology vision. This part his work 
—and volume the greater part 
the book—is positive and valuable addi- 
tion our understanding naturalistic 
art. valid long and the extent 
that the excellence any picture derives 
from its ability create the illusion 
something other than itself. 

This book which must arouse strong 
feelings whether agreement 
dissent. Some, but not all, will welcome 
the view that ultimately owe the 
invention naturalistic illusionism that 
can now ‘discover for ourselves that 
the world can contemplated pure 
appearance and thing beauty’. 
Others the contrary may unwilling 
sacrifice the intrinsic beauty 
Byzantine icon, Khmer head Nazca 
pot for any closer approximation 
reader’s aesthetic reactions may be, the 
value the book genuine contribution 
our knowledge and understanding 
unimpugned. beyond cavil eminent 
among the few great works art history 
which our generation has seen and its 
influence will felt. contains much 
that new and indicates important 
avenues for further research. must claim 
permanent place the shelves every 
serious student art aesthetics. 

OSBORNE 


Roger North Music: Being Selection from 
his Essays written during the years 1695- 
1728. Transcribed from the Manu- 
scripts and Edited 
London: Novello, 1959. pp. xxviii 
372. 42s. 

Tuis fascinating book. Roger North, 

whose story and that the Lord Keeper 

his Father, Grove tells few, tanta- 
lisingly few, lines now comes life his 
own writings edited with scholarship 
and restraint Mr. Wilson. North was 
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educated lawyer, and his formative 
years were spent London towards the 
end the seventeenth century. retired 
for reasons which Mr. Wilson gives 
‘partly personal and partly political’ 
Norfolk become country gentleman 
and play the organ: also wrote ona 
number topics, including music. His 
writings give picture England 
seen cultivated amateur over period 
which was critical for the future music 
England. Reading Mr. pages, 
remember how important part music 
played North’s time. There was Milton 
whose father’s house was always full 
music and who counted Henry Lawes 
among his friends. Dryden and Purcell 
were not contemporaries merely, but 
collaborators too. The tide music 
England might have gone rising give 
Opera House and Symphony 
Orchestra part the Establishment. 
But ‘George and pudding time came in’ 
and the movement that might have been 
the foundation English school 
petered out Pepusch and Arne—with 
Doctor Johnson sneering the background 
about whether was piper’. How 
did all come about? Mr. Wilson’s rescue 
North’s writings provides with part 
the answer. First all, did not come 
about any general lack interest 
music. The musicians—North might have 
called them there: 
Charles violins and the virtuosi 
James Court Chapel prove that. But 
how deep did the knowledge music go? 
How did come about that the composers 
‘The Triumphes Oriana’ and those 
who sang their works left behind 
only amateurs like Wood and, let face 
it, Lawes? From what North has tell 
us, seems something like total 
collapse teaching and theorising about 
music occurred after the end the 
madrigalists. doubt the tumult 
Civil War and the hostility some 
Church music and the 
deepened decline which had already 
begun. But the result was plain 
Telling his own progress music 
North says the chief remora 
entrance into consort, which was 
ambitious was, the want knack 
keeping time. knew the devisions and 
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subdevisions well enough 
measure the short notes, crotchetts 
but long notes could not 
Eventually his brother Francis whom 
took the problem explained him that 
resolving the long notes ‘crotchetts’ 
and then running the ‘crotchetts together 
one’s mind’ the problem could 
solved. 

Evidently the teaching music, even 
the household the Lord Keeper 
North must have been pretty chancy 
business. Indeed Roger North evidently 
puzzled the degree ability that the 
Elizabethans must have acquired tackle 
their own madrigals. There space 
more than notice North’s fascinating 
account would have 
would have enjoyed studying the jazz 
player’s his remarks 
English singing (‘Come into theatre 
music meeting, and you shall have 
woman sing like mouse cheese.’) 
The section headed Miscellany’ 
packed with good things. 

This book taste and consider 
—not one swallow whole and then 
forget. The student and the amateur will 
find many things worth having. 
short, book buy steal—not one 
borrow. 

The editing seems have been care- 
fully done. The type clear, and even 
without North’s very odd spelling one can 
distinguish without difficulty between 
what editorial and what North’s own 
The musical illustrations are clear 
and well chosen. There useful index. 

KING 


Space and Sight: The Perception Space and 
Shape the Congenitally Blind Before and 
After Operation, VON SENDEN. 
Translated from the original (published 
1932) Peter Heath. London: 
Methuen. 1960. pp. 343. 42s. 

Tuts book contains perhaps the first 

systematic account how visual percep- 

tion develops persons blinded 
cataract from birth, early childhood, 
who recover their sight after operation. 

But the author’s statements are based, not 

his own observations, but reports 

sixty-six cases drawn from very diverse 
sources, which reports were published 


mainly the nineteenth early twentieth 
centuries. Thus much the evidence 
what these patients perceived 
anecdotal; comes mainly from verbal 
reports the patients whose actual 
behaviour was seldom studied syste-matic 
ally. Furthermore, the author’s inferences 
the underlying psychological pro- 
cesses are often highly speculative. 
Nevertheless there considerable corro- 
borative evidence for his conclusions 
the very gradual development visual 
perception know it. The patients 
were soon able perceive their sur- 
roundings patches light, shade and 
colour, existing outside themselves 
rather indefinite distances. But rule 
they learnt only slowly identify these 
objects, mainly means identifications 
already established through touch. Most 
surprising was the fact that although the 
patients could often differentiate between 
shapes, they could not perceive the shape 
itself, for instance square circle, 
except through prolonged attentive obser- 
vation, often beginning with particular 
details such the corners the square. 


The implication these observations 
that the perception brightness and 
colour innate capacity which operates 
spontaneously whereas the perception 
shape has learnt experience. 
cannot course assumed that the 
learns this the same way does the 
blinded person. The child 
experiences touching objects assist 
him understanding the shape and 
solidity objects. But the blinded person 
has already conceived his whole environ- 
ment terms touching, grasping, 
reaching, and on, and these conceptions 
may have unlearn before fully 
able comprehend visually. However, 
does appear that the Gestalt hypotheses 
the innate tendencies operating the 
form perception children have little 
basis fact. 

may also concluded from the data 
given that children develop much their 
capacity for the aesthetic appreciation 
visual material through teaching. true 
that some the blinded patients were 
reported exclaim spontaneously, ‘How 
beautiful’ when they were first able 
perceive colours. But this wonderful new 
world soon proved disappointment when 
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they found how difficult was under- 
stand terms visually perceived 
shapes and objects. may therefore infer 
that even the child spontaneously derives 
some sort aesthetic pleasure from the 
colours perceives, all the sophis- 
ticated types aesthetic appreciation must 
taught him. 

_Although perhaps this book contains 
little direct significance the study 
aesthetics, nevertheless many people will 
find fascinating study multifarious 
processes mediating between the imme- 
diate sensory data and the final concep- 
tualization the nature the environ- 
ment. But the concluding comments 
Young and Mr. Warnock show that 
some caution must observed accepting 
all the author’s hypotheses. 

VERNON 


The Sense ZUCKERKANDL. 
Princeton University Press. London: 
Oxford University Press. 1959. pp. 
246 pp. musical 48s. 

previous book, Sound and Symbol, 

Dr. set himself think about 

the nature music, proper philosophical 

enquiry, which propounded the 

answer that art seeks truth means 

kind thinking leading kind 

knowledge. ended with promise 
sequel which would consider, 
reverse obverse the mind ‘Man the 

Musician’. The present book however 

not that book, except far 

explains the musical ignoramus what 


happens music. Being philosopher 
well musician gives reasons much 
more fully than music teacher would 
lessons rudiments, elementary harmony, 
rhythm and structure. 

Apparently has found his university 
work Annapolis that students the 
liberal arts not understand music and 
fail comprehend through the ordinary 
academic disciplines theory, history and 
appreciation. But must confessed that 
goes very long way round, using 
large apparatus diagrams, what any 
ordinary student music and any assiduous 
listener—the book addressed solely 
listeners—could pick from reasonably 
intelligent study much lower level than 
that professional training. His chapters, 
which are founded lectures must 
have been absorbing the completely 
uninitiated, proceeded from the 
nature melody harmonic phenomena 
such tonality and modulation, for has 
gift patient exposition, his previous 
book showed. That book was written 
German and was translated another 
hand; this one appears have been 
written lucid English, and steers the 
student through technicalities without 
ambiguity with the aid musical examples 
conveniently placed appendix. But 
the only really distinctive feature his 
exposition the insistence that music 
kinetic phenomenon, continuous pro- 
gression tensions between tones rather 
than tones themselves. This learned 
from the teaching Schenker Vienna 
and expounded delicately and thoroughly 
Sound and Symbol. 


FRANK HOWES 
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